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Introduction
Slovenian identity took shape under cultural, political and economic
circumstances that influenced Western European civilization at its
furthest eastern border. Since the 6th century, ancestors of present
day Slovenes inhabited the territory of the Eastern Alps, bordering on
the Pannonian plains and, in the south, on the Adriatic sea. The de-
cisive elements of Slovenian identity were global historical processes:
Christianization, the emergence of historical countries, the Reforma-
tion, the Counter-Reformation and the Catholic renewal, the forming
of the Austrian monarchy, the enlightenment, romanticism, the rise
of nationalism and liberalism, the development of modern democracy.
Historical turning points such as Napoleon’s Illyrian Provinces, the
1848 “spring of nations”, World Wars I and II, and the collapse of
Yugoslavia also made an impact on identity formation. These pro-
cesses affected national consciousness as well as the concept of nation.
Among Slovenes, the word “nation” has been understood in different
ways throughout the course of history.
As late as the second half of the 18th century, Slovenes were con-
sidered by European enlightenment standards to be a special Slavic
nation known as the Karantanians. This name was historically con-
nected with the first Slovenian state Karantanija, which existed be-
tween the 6th and 12th centuries and is recorded as the first medieval
Slavic state. Karantanija remained independent for two centuries
and developed a typical European identity. In the middle of the 8th
century, Karantanija came under the domination of the Francs and
adopted the Christian religion which confirmed its participation in
Western European civilization and culture. The territory belonging
to the first Slovenian state was three times larger than that of Slove-
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nia today. The Karantanians developed their literary language and
culture very early in medieval Europe.
The fate of Slovenia was connected with the Habsburg dynasty and
Austria for six centuries. However, it was within such a political envi-
ronment that Slovenian national awareness was fully developed. The
age of the National Movement of Slovenia, as in some other nations
of the Habsburg monarchy, began before the French Revolution. In
the first half of the 19th century, the Slovenian National Movement
developed under the influences of romanticism and ideas of the en-
lightenment. Slovenian identity was expressed in culture: first in the
domain of language, and then in music. As early as 1780, the first
opera with a Slovenian libretto was composed and in 1794 the Phil-
harmonic Society, one of the first of its kind in Europe, was founded
in Ljubljana. This Society included musicians of both Slovenian and
German nationality.
The March Revolution of 1848 brought freedom of press and the pos-
sibility of public promotion of the Slovenian political program which
made the following demands: full recognition of the Slovenian language
and its introduction into schools, public administration and courts; the
establishment of a Slovenian university; and the unification of all Slavic
counties (Carniolia, Carinthia, Styria) under one Provincial council. In
the second half of the 19th century and especially after the establish-
ment of the Austro-Hungarian monarchy, the development of Slovenian
national awareness had to contend with increasing measures of Ger-
manization. The National Movement which was extensively supported
by the middle classes and country dwellers grew to large proportions.
The threat of intensive Germanization loomed so large that at the turn
of the century Slovenians considered the idea of a single confederation
of Slavic nations to be the solution to the national problem. The King-
dom of Yugoslavia, established after World War I, did not provide an
opportunity for the independent development of the Slovenian nation.
Joining communist Yugoslavia was another disappointment, despite
the fact that Slovenians had their own republic within the federation.
However, the yearning for independence grew ever stronger and finally,
after the fall of the Berlin wall, that wish was fulfilled. In 1990, a multi-
party parliamentary system was established in Slovenia by democratic
elections.
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Slovenian Music at the Beginning of the 20th Century
The romantic movement that had stirred up European nations also
affected the Slovenians with the result that demands for the recogni-
tion of national culture increased. According to this pattern, an inter-
est in folk music and adaptations for choir and solo concert recitals
soon developed. Generally, the awareness of music increased, but
Slovenian composers and music performers could not be compared
with European standards, especially not with rich German musical
life. This was a negative consequence of the extensive Germanization
of Slovenia: educated musicians were seldom found among natives.
Since the Slovenians lacked their own university, some were educated
in Vienna, some in Prague, others elsewhere and few of those who
studied abroad ever returned home. Musical societies and other mu-
sical institutions usually employed experts coming from the extended
territory of Austria, either Vienna or Prague. The majority of lead-
ing conductors, choir masters, instrumentalists and composers came
from abroad. Many of them assimilated to Slovenian society and
became enthusiastic supporters of Slovenian national music; on the
other hand some of them were not influenced by the Slovenian na-
tional mood at all. Nevertheless, newcomers who were to be found
in all of the larger towns, contributed a great deal to the general de-
velopment of Slovenian musical culture throughout the 19th and the
early 20th centuries.1
Educated Slovenes returned to their home country from their uni-
versities and posts abroad from the 1880s onwards and even later
when Slovenes were granted more political power, as reflected in sci-
ence, literature, and music. The first compositions of Slovenian musi-
cians were not of a high professional standard. Composers expressed
themselves through simple musical elements that were adequate for
expressing conveying national feelings combined with idealized ro-
mantic beauty and Slovenian symbols. These compositions were writ-
ten for male and mixed choirs, and some of them became as popular
as folk songs. The centres of Slovenian cultural and social life were
1Dragotin Cvetko, Slovenska glasba v evropskem prostoru [“Slovenian Music in
its European Setting”], Ljubljana 1991, p. 291 and 331–332.
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the so-called National Halls where Slovenian adaptations of foreign
comedies, operettas and stage plays including songs were performed.
The Slovenian Provincial Theatre, unfortunately destroyed by a fire
in 1878, had a similar repertoire but of a higher artistic standard. All
of the circumstances outlined above encouraged Slovenian authors
to start writing pieces of their own.2 One of the most important
achievements of the National Movement was the establishment of the
Provincial Theatre in Ljubljana in 1892 that brought about the pro-
fessionalisation of Slovenian theatre and opera. The opera developed
rapidly in its early years. Artists invited from the most important
cities of the monarchy performed there along with Slovenian singers
who were otherwise engaged by opera houses in other countries. The
works of the most important European composers were on the pro-
gramme: Wagner, Verdi, Puccini, Bizet, Dvořák. From the time the
Provincial Theatre was founded until World War I, the most con-
temporary works of Slovenian authors were performed, which also
encouraged the development of Slovenian opera and operetta with
national themes. At the beginning of the 20th century Slovenians
successfully followed European habits of cultural life, and the opera
was the most important constituent of it. Smaller opera houses were
established in other towns, too, for example in Trieste (now part of
Italy) and Maribor.3
Credit for founding Slovenian opera must be given to the com-
poser and organizer Fran Gerbič (1840–1924). He studied opera and
composition at the Conservatory in Prague where he began his ca-
reer as an opera singer in Narodno divadlo and continued in Ulm
and Lwów. He composed many solo songs and works for piano and
choir; he wrote cantatas and symphonies such as Lovska simfonija
(“Hunter’s Symphony”, 1915) as well as music for two opera libretti:
Kres (“Bonfire”, 1896) and Nabor (“Draft”, 1913).4 With regard
to the musical techniques and expression of his compositions, he re-
mained a romanticist with some characteristics of neo-romanticism.
2Ibid., p. 300–302.
3Jože Sivec, Dvesto let slovenske opere, 1780-1980 [“Two hundred years of Slove-
nian Opera, 1780–1980”], Ljubljana 1981, p. 14–23.
4Ibid., p. 19–21.
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In his works, the choral sections are the most expressive; he created
Slovenian musical expression based on the characteristics of national
culture. Beside Gerbič, there were other composers who wrote musi-
cal works for the theatre: Viktor Parma (1858–1924) who presented
one of the most important aristocratic personalities of Slovenian his-
tory in his opera Urh, grof celjski (“Urh, Count of Celje”, 1895),
Benjamin Ipavec (1829–1908) who wrote a lyrical opera about native
lower aristocracy with the title Teharski plemiči (“The Noblemen
of Teharje”, 1892), and Josip Ipavec (1873–1921), the author of the
comic operetta Princesa Vrtoglavka (composed between 1905–1910;
first performance in 1997). Ipavec also wrote the first Slovenian bal-
let Možiček (“Little man”, 1900). One of the most important Slove-
nian composers of the epoch was Risto Savin (1859–1948). In 1907
he wrote the first Slovenian neo-romantic opera, entitled Lepa Vida
(“Beautiful Vida”). With this work, he managed to write a Slovenian
opera that can be compared with European operas given his use of a
similar compositional language. The topic of this work is an ancient
Slovenian motif of double frustration: a common person yearning for
an unknown foreign land and for his Slovenian homeland at the same
time.5
The pioneering development of Slovenian music took place in pa-
triotic societies, among which societies of singers were the most ac-
tive in towns throughout the country. Choirs relied upon polyphonic
elements of folk tradition, performing mostly a cappella. Only a
few choirs were able to perform more complex compositions. Per-
formances of multiple choirs (three or more associated choirs) be-
came very popular, especially during important celebrations, which
were crucial elements in the promotion of national ideas and aims
in the first and second decade of the 20th century. The choir move-
ment reached its highest point with the “Glasbena matica Ljubljana”
(Musical Society of Ljubljana), founded in 1872. After 1860, the pre-
viously mentioned Philharmonic Society started to serve Austrian
political interests and refused to support Slovenian musical culture
5See Musica noster amor. Glasbena umetnost Slovenije od začetkov do danes
[“Music Art of Slovenia from the beginnings to the present day”], text by Ivan
Klemenčič, Maribor/Ljubljana 2000, p. 126.
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which had been a common feature in the first decades of its exis-
tence. For many decades, both Austrians6 and Slovenians had been
members of the Philharmonic Society, but in the last third of the
19th century Austrians prevailed. This led to the establishment of
the Musical Society as a kind of antipode. The Musical Society was
the association of Slovenian professional and amateur musicians. One
of its most significant tasks was to collect Slovenian folk songs and
regularly publish the compositions of Slovenian composers in order
to stimulate musical production. The Musical Society also fostered
musical education. Slovenian children who attended the music school
within the school of the Philharmonic Society, founded in 1821, had
the possibility to attend classes taught in Slovene from 1882. Besides
the music school, in 1891 the Musical Society assembled a choir that
managed to reach a very high artistic standard, as confirmed by a
concert given in Vienna in 1896. Because the Society considered edu-
cation to be one of its most important missions, it established numer-
ous subsidiaries that organized music schools and assembled choirs in
small towns. These institutions and performance groups became an
important support for musical life up to and beyond World War I.7
At the beginning of the 20th century, circumstances prevailed which
allowed the creation and performance of solo songs with texts writ-
ten by Slovenian authors who, like the choirs, matched the emotions
of the nation. Solo songs became the most subtle form of expres-
sion at the time, combining subjective artistic power and national
pride. Therefore, it is not surprising that solo songs provided one of
the strongest pillars of Slovenian musical creativity during the 1920s
and in the period between both world wars. Acknowledgement for
such a development has to be attributed to one of the first Slovenian
musical magazines Novi akordi which was edited by Gojmir Krek
between 1901 and 1914. He managed to carry out this task success-
fully despite the fact that he edited the magazine while residing in
Vienna. Living outside Slovenia helped to distance him from the
6In Slovenian writings, the Austrian government and Austrian people in Slovenia
still used to be called (and recognized as) “German(s)” in that time.
7Dragotin Cvetko, Zgodovina glasbene umetnosti na Slovenskem [“The History
of Slovenian Music”], vol. 1, Ljubljana 1960, p. 208–230.
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frequent political disputes between Slovenian parties which affected
culture in general and music in particular. Politicians often made
their decisions according to the interests of their party or even their
own personal interests – which had a lethal effect on Slovenian mu-
sical culture. The magazine Novi akordi published compositions of
contemporary Slovenian composers besides the works of other Slavic
nations. There were 430 compositions published, one third of them
for choir, over 100 solo songs, the same number of compositions for
piano and a minority of instrumental chamber works (there were no
symphonic works). At the beginning of the century, symphonic works
did not attract much attention, due to the shortage of performers for
chamber and orchestral works. Conditions changed in 1908, when
the Slovenian Philharmonic was founded, which was active in its first
period until 1913. Compositions of all Slovenian composers of the
period were published in Novi akordi. With regard to their style,
the majority did not shake off post-romanticism, yet in some com-
positions characteristics of expressionism were already reflected. We
cannot attribute responsibility for this stylistic direction only to these
musical personalities and the poor education that they received. The
personal preference of the editor also was to blame, and his dislike of
the modern style, for example the music of Schönberg, was frequently
expressed in pages of the magazine. In the magazine’s literary sup-
plement, readers could find essays, theoretical articles, reviews of mu-
sical life at home and abroad, reviews of published scores and polemic
discussions. Gojmir Krek as an editor and writer strongly supported
the development and growth of national musical culture and expert
criticism. His influence affected Slovenian musical life in many ways
at the beginning of the 20th century.8
The most distinguished among composers of solo songs in the older
generation was Benjamin Ipavec who was named by Krek the “Slove-
nian Schubert”. Ipavec wrote around 80 solo songs in a Romantic
style following the works of Schubert and Wolf. The most significant
of his solo songs were written in the first decade of the 20th century,
8See Dragotin Cvetko, Vloga Gojmira Kreka v razvoju noveǰse slovenske glasbe
[“The Impact of Gojmir Krek on the Development of Newer Slovenian Music”],
Ljubljana 1977.
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and through their composition he created a special type of Slovenian
lyric solo song.9 The most important personality in contemporary
vocal music of that time was Anton Lajovic (1878–1960). Like nu-
merous Slovenian composers, he did not follow just one path in life
but two: although he graduated with a law degree from Vienna and
became a distinguished lawyer, he also completed his music studies
in Ljubljana and Vienna. Lajovic studied composition with Robert
Fuchs who was also the teacher of Alexander von Zemlinski, Franz
Schreker, Hugo Wolf, Gustav Mahler and others. As an adherent to
the central European school, Lajovic sought to create some kind of
Slovenian national expression. Nationality – in his opinion the most
important value in music – was the theme of his writings and com-
positions.10 He was already a part of the musical life of Ljubljana at
the beginning of the 20th century, and after World War I he became
one of the most influential personalities in the territory of today’s
Slovenia.11 In his early works, characteristics of neo-romanticism
prevailed, but even before World War I, his works were enriched by
elements of impressionism. Lajovic’s solo songs express the spirit of
Slovenian folk song, with gradation of narration, and exaggerated
emotional tension building towards to the high point of ecstatic in-
tensity. With modern means of composition, he created one of the
peaks of solo song and choir music in Slovenia.
In the autumn of 1908, the national conflict between Austrians
and Slovenians reached its boiling point. In Ljubljana and other
towns serious demonstrations took place uniting the Slovenians in
their protest against the Habsburg government. At this time the
Musical Society which generally preferred vocal music, made great
attempts to found a Slovenian concert orchestra. Finally in October
1908 the Slovenian Philharmonic Orchestra was founded. Its task
was to perform European musical literature and to develop Slovenian
9Manica Špendal, Razvoj in značilnosti slovenskega romantičnega samospeva
[“The Development and Characteristics of Slovenian Solo Songs”], Maribor
1981, p. 38–43.
10See Dragotin Cvetko, Anton Lajovic, Ljubljana 1987.
11See Primož Kuret, Umetnik in družba [“The Artist and Society”], Ljubljana
1988.
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national music in the domain of concert and opera. The first leader
of the orchestra was the young Czech musician Václav Talich. The
orchestra consisted of around 30 musicians and due to financial dif-
ficulties it had to participate at various entertainment events as well
as performances at “dinner tables” which was regarded by the Aus-
trian public as humiliating and inappropriate. Most of the members
of the orchestra had been military musicians before. The majority
was Czech, although there were also some Austrians and Slovenes.
The first concert of the Slovenian Philharmonic Orchestra in
November 1908 was a total success. Heinrich Geisler, the chief editor
of the gazette Musiker-Zeitung, representing Austro-Hungarian mu-
sicians, strongly supported the new orchestra in Ljubljana. When he
publicly suggested that the orchestra should be supported by both
Austrians and Slovenians, certain Austrian circles viciously attacked
the idea and finally declined to take part. The Philharmonic Or-
chestra was financially supported by the municipality of Ljubljana,
the Musical Society and the Slovenian Dramatic Society. In the next
few years, the Orchestra experienced numerous successes and fail-
ures, but it fulfilled the expectations of the musical public. Over
the five years of its existence (from 1908 to 1913 when the orches-
tra was dissolved for political reasons), it gave many concert and
opera performances. A part of the Orchestra’s repertoire consisted
of a modern European repertoire, also performed by the Philhar-
monic Society, though the Slovenian Philharmonic Orchestra focused
more on a Slavic repertoire, especially on Slovenian compositions.12
The Orchestra’s activity initiated the composition of instrumental
and extensive vocal-instrumental works, since the composers finally
had an opportunity to present their works in concert. Much mu-
sic was produced in this period: chamber music, compositions for
soloists and orchestra, cantatas, smaller orchestral compositions, as
well as symphonies and operas. At the beginning of the 20th century,
a small but important number of compositions forming the base of
Slovenian national instrumental music came into being. Among the
most important composers of that time were Viktor Parma, Anton
12See . . . Immortality to the Spirit . . . Slovenska filharmonija / Academia Phil-
harmonicorum 1701-2001 (text by Primož Kuret), Ljubljana 2001, p. 295–305.
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Lajovic, Hugolin Sattner, Risto Savin, Josip Ipavec, Stanko Premrl,
Karel Jeraj, Fran Gerbič, and last but not least Anton Schwab. The
Slovenian Philharmonic’s concerts are comparable to those of the
Philharmonic Society in many ways. Similar to its older opponent, it
developed a modern programme. Famous European soloists and con-
ductors performed in these concerts; above all Slovenian and Slavic
artists were invited to perform as soloists.
Conclusion
It seems then that in Ljubljana and to a certain extent in other
towns, there was a flurry of musical activity at the beginning of the
20th century which, to a certain degree, overcame national frictions,
despite the involvement of the Austro-Hungarian monarchy. Both
central musical institutions – the Philharmonic Society and the Mu-
sical Society – were in a similar position, because they were both
to some degree financially dependent on the same authorities or on
the same commercial establishments where political antagonism ap-
peared on both sides. It has been proven that there was hardly any
friction among musicians, especially not among instrumentalists who
were most in demand. They were the first to overcome national in-
terests. Yet the Slovenians grew closer and closer to other Slavic
nations because of the situation in the 1920s and expected a better
future through their unification with them. Slovenians hoped that
there would be a greater opportunity to protect and to develop their
national interests, especially in the field of culture and music. How-
ever, these expectations were not realized during the Kingdom of
Yugoslavia. It has to be emphasized that in spite of the national
friction at the end of the Austro-Hungarian monarchy at the begin-
ning of the 20th century, the situation stimulated the development of
Slovenian national music. There were some indications pointing to
further musical growth after World War I and up to the present day.
